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WHAT is the Bauhaus? 
The Bauhaus is an answer to the ques 
tion: how can the artist be trained to 
toke his place in the machine age. 


HOW did the Bauhaus idea begin? 


As a school which became the most 
important and influential institution ol 
its kind in modern times. 


WHERE? 


In Germany, first at Weimar, then a! 
Dassau. 


WHEN? 
From 1919 until closed by the National 
Socialists in 1933. 


WHO were its teachers? 
Walter Gropius, its founder and Hirst 
director, Kandinsky, Klee, Feininger, 
Schlemmer, ltten, Moholy-Nagy, Al- 
bers, Bayer, Breuer, and others. 


WHAT did they teach? 
Architecture, housing, painting. sculf 
ture, photography, cinema, theatre 
ballet, industrial design, pottery, metal 
work, textiles, advertising. typogrophy 
ond, above all, a modern philosophy 
of design. 


WHY is the Bauhaus so important? 


| Because 


t courageously accepted 
the machine as an instrument worthy 
of the artist. 


” 


Because it faced the problem o! good 
design for mass production, 


Because ¡t brought together on ¡ts 


faculty more artists of distinguished 


talent than has any other art school 


of our time 


(continued on back flap) 
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PREFACE 


is twenty years 


Weimar to found the Bauhau 


he left 1he trar 
institution at Dessau to 
tice; f 


Berlin 
Are this book, then, and the exhibition which 


supplements it, merely a bel 


upon the tomb of brave even! 


their day but now of primarily 
est? Emphatically, no! The Bauhaus is not dead 


it lives and grows through the men who made 


it, both teachers and students, through their de 


signs, their books, their met 


ples, their philosophies of art and education 
Iris hard to recall when and how we in Amer 


ica first began to hear of the Bauha: 


years just after the War we thought of Germal 
art in terms of Expressionism, of Mendelsohn' 
streamlined Einstein tower, Toller's Mas 
Mensch, Wiene's 
may not have be 


haus e 


America of a new kind of art school in Germany 


binet of Dr. Caligar 


ntil after the great Bau 


hibition of 1923 that reports reached 


where famous expressionist painters such a: 


Kandinsky were combining forces witt 


men and industrial designers under th 


direction of the architect, Gropius. A lí 


we began to see some of the Bauhaus book 


notably Schlemmer's amazing volume on the 
theatre and Moholy-Nagy's Ma 


phie, Film 


Some of the younger of us had 


leges where courses in m 


Rubens and ended with 


often host abou 


' 


remark 


dormitories hac 4 one carefu 
crackec c ue cosement 


Others chitec were be- 


renderings 


with elaborate 


and Roman- 


sau was com 


lis no wonder then that young 
began to tur r eyes toward the Bauhaus a 
the one school in dern prob 
ems of d alistically ir 
2 modern atmos sw American pil 
yrims had visite pius left in 
1928; in the fiv many went 
to stay tudents. During this time Bauhaus 


phy, paintings, prints, theatre 


art tecture, industrial obje had been 
Jed in A c exhibit though nc 
where so imp y as in the Paris Salon des 


ANETO rateurs ol the whole 
Germon section was arranged under the dire 
tion of Gr tent in yram, bril 
in installation, it stood like an island of in 
tegrity, in a mélange of chaotic modernistic 
coprice, demonstrating (what was not general 
y indu 
tr was 
And the rest of the world beg: to accept 
the Bauhaus. In America Bauhaus lighting fix 
tures and tubular rs we orted or 


an Bauhaus students 


were followed, after 


he revolution of 1933, by Bauhaus and ex 


ffered from the new q: 


' at modern furniture, flat 


tract painting were 


help of the 


haus me 


m one of th 


ar 
ed 
M 


ssistad Museum:stafís also 
Wi lent moterial tc 
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*The work of many artists in this book 


being shown 


without their consent, When the book was at the point of 


dvisable to delete the 


going to press it wos considered 
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THE BACKGROUND OF THE BAUHAUS by ALEXANDER DORNER 
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Formerly Direct tho Landesm m. Han 


Direct th 


It was with such r Germons found in every 


Weimar gre 


me ideological program 

haus in their midst, Thi force of the 

blamed on the traditiona 

town livinc in the pa: 
a "Goethe 


anywhere 


the same i 
lowing the catastrophe of and tormented na. 
The Confusion of the Post-War Period astic distinctions betweer 
ew and made p 


aligned all those 


that the pre-war 


s were, of 


f the old art academies 


The Deutsche Werkbund 


hat the new mate 


occupied with Art Nouv 


Adolf Loos, a Viennese partly train 


United States, dared to banish fmament 
. In Americo, a country of 


Louis 


from his buildin: 


amazing technic 


insist that "form should f 


work was a great insf 
contemporarie 


many, Hermann Mu 


machine sty 


ets and crafts" movement. He found- 


Werkbund in 1907 in an effort 


peration between the best art 


n the one hand, ond trade 


aftsmen 


and industry on the other, At the first session of 


the Werkbund Theodor Fischer said, "Mass pro 


Juction and division of labor must be made 
produce quality." T 


ris' “craftsmon's cultu 


overcome. Bu 


means of absorbing, either pra 


theticolly, the spirit of engineeri 
The cultural coordination of art and econom 


ies, sought but not found by Morris, was not 1 


be achieved even by the Werkb 


movi 


Architects and designers, as well as pa 
and sculptors, were for the most part still r 
mantic individualists. Murhesius admitted: "We 
»urselves do not know where we are drifting 
Walter Gropius 


It was the 


Valter Gropius 


began really ta 


lt would have been unnatural for the young 
y 


Gropius to have been entirely u 


late Ro 


nantic influence. But, from the very be 


ginning, he differed from his contemp 


the driving eornestness with which he attocked 
the problem of reconciling art and an indi 
trialized society 


As early 
chitect Behrens, had drafte 


1910 he and his master, the 


a Memorandum on 


the Industrial Prefabrication of Houses on a 
Unified Art 


Basis. The idea of the prefab 


cated house was borrowed from the United 


States, but Gropius' insistence on solving the 


problem on a J artistic basis'* was a new 


move toward the synthesis of technology and 


art. ln 1911 he demonstrated this in his Í 


building at Alfeld, and n 1914 in hi 
fice building at the W nd Expo 


from traditional mass exploitinc 


lightness of modern building constru: 


The Early Bauhaus at Weimar 


Starting with architecture, Gropiv nded 


his interests into the whole fie 
still at the front, he was at work on a new proj 
ad by the Grand 


Duke of Saxe- Weimar who had already di 


ect for art edi 


On, encoura 


ed with him the possibility of his assuming 
orship of the Weimar Art Academy 
Gropius wanted to combine the Academy with 


the Weimar Arts and Craft 


onsulting art center for industry and the 


cu: 


the dire 


to create 
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a 


trades.* By achieving this union in 1919 at the 


Bauhaus, he to 


most important and decisive 


y student at the Baul 


new step, for evi 


trained by two teachers in each subject—by an 


This division o 


ction was unavoidable at the beginning 


artist and a master craftsn 


nstr 


for no teachers were to be found with sufficient 
mostery of both phases. To develop just such 
creative "ambidexterity was the pi 
the Bauhaus 


Because of the choracter of the artists on the 


faculty, the first products of the new e 


¡te noturally showed the influence 


porary 'modern' movements, particu 


evidenced by 


arbitrary attitude 


quite understanda! 


the * 


aims of the Bi 


where, and debated entry of Expressi 


¡sm into the Bauhaus." Today, considering wh 


the Bauhc 
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<EY From the FIRST PROCLAMATION 
of the WEIMAR BAUHAUS: 
Sianl (bf iio 


919 which it has lost as “salon art 
Architects, sculptors, painters, we must all 
turn to the crafts 


The contract for 1h 


WHO WERE THE TEACHERS? 
AR VOconcia 
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FROM A STUDENT'S LETTER 
When | saw the first Ba: , 


THE THEORY AND ORGANIZATION OF THE BAUHAUS 
by WALTER GROPIUS 


Translation of Idee und Aufbau des Staatlichen 
Bauhauses Weimar. 
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The decadence of architecture 


nt upon 
uicio vol 
ommunity. In 
+ only narrow 
itecture and it 


vealfort, whether 
Í on be taught 


Isolation of the artist 


Acader tra hi 
> social misery 
lulled into a dream o! 
artistic conceit, was be 
yraph tw 
me Ea real educat 
€ Its abilitie 
were con J to a sort 
had Hon: to: he 


drawine-palalin 
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y and handicra 

mly established 
eyond ¡dile 


e development 
art died away 


m art detach 


ained 
academy w 
nd draughte 
J in the fore 


Dearth of industrial designers 


Meanwhile, the crafts—and more especially 


the industries—began to cast about for artists 


A demand arose for products outwardly at 


tractive as well as technically and economical 


ly aceptable. The technicians could 


it. So manufacturers started to buy 


called 


"artistic designs.'' This was an ineffective subst 


tute, for the artist was 


h removed from 


the world about him and too little 


technique and handicralt to adjust 


fions of form to the 


ractical processes of pro 


duction. At the same time, the merchants and 


technicians lacked the insight to realize that ap- 


pearal ense could be si 


efficiency and 
multoneously controlled only by planning and 
producing the industrial object with the careful 


peration of the artist responsible for its de 


ign. Since there was a dearth of artists ade: 
quately trained for such work, it was logical to 
establish the 


lowing basic requirements for 


the future training of all gifted individuals: a 
thorough practical, manual training in work 
shops actively engaged in production, coupled 
with sound theoretical instruction in the laws 
of design. 
Analysis of the designing process 

The objective of all creative effort in the vis 


val arts is to give form to space + But what is 


space, how can it be understood and given a 
form? 


Although we may achiev 


e an awareness 


Í the infinite we can give form to space only 


with finite means, We become aware ol space 


through our undivided Ego, through the simu 


taneous activity of soul, mind and body. A like 


ncentration of all our forces is necessary to 
his 


metaphysical powers, man discovers the imma 


give it form. Through his intuition, throug| 


terial space of inward vision and inspiration 
This conception of space demands realization 
in the material world, a realization which is ac- 
complished by the brain and the hands. 

The brain conceives of mathematical space 


The 


in terms of numbers and dimensi 


Hts, and 


hand masters matter through the 


with the help of tools and machinery 


Conception and visualization are always si- 


multaneous. Only the individual's capacity to 


feel, to know and to execute varies in degree 


and in speed. True creative work can be done 


mly by the man whose knowledge and mastery 


of the physical laws of statics, dynamics, of 
tics, acoustics equip him to give life and shape 


to his inner vision. In a work of art the laws of 


Id, the intellectual world and 


irit function and are 


ressed 


simultaneously 


The Bauhaus at Weimar 


ered in an 


Every factor that must be consi 


educational system whict oroduce actively 


tive human beings is implicit in such an an. 


alysis of the creative ss. At the “State 


Bauhaus at Weimar" + 


the first time to incorporate all these factors ir 


attempt was made for 


a consistent program 

In 1915, during the war, the author had been 
summoned to an audience with the Grand Duke 
of Saxe-Weimar to discuss his taking over the 
r Arts and Cralts from the distin 
3uished Belgia 
who had himself sugg 


Academy f 


archit 


t, Henry van de Velde 
ted Gr 


cessor. Having asked for, and been accorded, 


us as his sue 


full powers in regard to reorganization, in the 


spring of 1919 the author assumed the director: 
ship of the Grand Ducal Soxon Academy for 


Pictor 


Art (Grossherzogliche Sáchsische 
Hochschule fir Bildende Kunst) as well as of the 


Grand Ducal 


Saxon Academy for Arts and 


Crafts (Grossherzogliche Sáchsische Kunstge 


werbi 


eschule) and united them under the new 
name of "State Bauhaus" [Stoatliches Bauhaus) 


curriculum of an art academy 


practical curriculum of an 


hool was to constitute the basis 


iprehensive system for gifted students 


lts credo wc The Bauhaus strives to coordi 


nate all creative effort, to achieve 


a new 
architecture, the unification of all training in 


art and design. The ultimate, if distant, goal ol 


THE CURRICULUM 


The 


rse of instruction at 


1. Instruction in crafts (Werklehre): 


STONE WOOD METAL CLAY GLASS COLOR TEXTILES 
slpture Carp Pot Wal ting Weavin: 
50 eek ksh S workshor worksh 
A. || nd 
B. E ng contract 
Il. Instruction in form probloms (Formlehre): 
1. Observation 2. Representation 3. Composition 


Supplementary instruction the intention of 


Lectures in fields relating to art and science 


rm and Con 


post and present. mits of the preliminary course. 


berate the individual by 


atom 


| patterns of thought 


experienc 


SAI Il enable him to see his 


bined with practica mitations. For this rea 


al in the prelim 


ot essent 


subjective and objective ob 


vated: both the 


'erpretation 


advanc 


Result 


a covery and pi 


means of expression 


irelumstaness ¿Diplomacal  cmhallib ) The creative possibilities 


finds his elementary e 


hm, another in light and shade 


3. Instruction in architecture pres 5 
Practical participation in buildings under cor z third in color, a fourth in materials, a fifth in 
truction and, for especially talented ¡journey nd, a sixth in proportion, a seventh in vol. 
men, independent architectural n the mes or abstract space, an eighth in the rela 
Bauhaus R h Depc tions between one and another, or between the 
20 Duration: di ding ment and spe a third or fourth 
ciol circumstonces. Architectural activity ond All the work produced in the preliminary 
experimental work mt a continuation of rse is done under the influence of instructor 
raft Í It possesses artistic quality only in so far as any 
r ma of f direct and logically de ped expression of an 


individual which serves to lay the foundations 


PAE 
f creative discipline can be called art 
ulum a practical course Instruction in crafts and form problems 
a de In earlier centuries when there was no aca: 
physical and psychic qualities of the individ were tau ondently by a master who 
The Preliminary Course (Vorlehre*) wa o as an artist. Such in 


be the b 


+. But, because ol 


ond theoretical studies a 


astrous secession of art from the worka 
fe of the people, in our time such creative 
atility no longer exists and it ¡s therefore 


to undertake a student 


esis is the only 


coordinated instruction by two m: 


an, the other an artist. Thus, dou: 


trained, a future generation'of creatively 


workers may once more achieve a new 


Juctive coordination, and may gradually 


Studies in ma- 

torials, Free | Theory of 
creativo work | form and 
in different color 


Production work in the roman hr o , | 
workshop of the prelim- 


inary course. Work in 
all the crafts under the 
technical suporvision of 


materials 
the respectivo mastors. 


Matho 
matices 


Drawing Synthetic 


Draughtin: 
Construction | (Synthetische 


Mechanics Roumlehre) 


Nature — | Physics 


General coordination (Harmonisierungslehre) 
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Instruction in crafts 


Training in a cr 


lectivo work re. This training roaching one another and are destined ever 
erations in the applied arts. Every appre dividual that under 
of Crafts, engages himself 1 n this union the old 
lawfully pre period to industrial lat 
The teaching of a craft serve entation will evolve 
hand and to ensure technical proficiency: it Juctior 


bs, he gradually acquire 
acre inticate práblem: Ji 


rom h, whereos the factory worker 
€ nd the knowledge of one phase 
he proce Therefore the Bauhaus ¡s con: 
tic and one-sided outlook predomina z eeking contacts with existing industr 
torie 1y. A cralt, howe x t te for the soke of mutual stimulation 


From these contacts with industry the appren 


r, the jo: 


ce and, la 


to extend their technical 


nsider, in carrying out their work 


able demands wh 


vidual to 


same measure, the academic superciliousne: 
onstantly dwindles, and respe 


nites indivi 


apprentice und 


enceofac tee of 


Having passed this, he L 


Bauhaus who is public J, a 
ho considars ed 


to a further test as "Bauhaus ¡ 

the requirements of this test are more 
severe than the public test, especially in regard 
to the journeymon's creative ability 


Instruction in form problems 
sarallel to man 


Intellectual education run: 
yal training. The apprentice is acquai: 


his future stock-in-trade—the element 


and color and the laws to which they are sul 


ject. Instead of studying the arbitrary individ 
salistic and ed formulae current at the 
¿cademies, he is given the mental equ 


with which to shape his own ideas of fo 


ng opens the way for the cr 


4 the individual, establishing a basis on which 
different individuals con coof 

ng their artistic independence 

chitect work becomes po: 


vidual, prepared 


of understanding the idea 


ng, is capab 


whole, and thus has the means harrr 
oordinate his independent, even if limited, a. 
tivity with the collective work. Instr 


theory of form is « on in 


with manual training. Drawing ani 


thus losing their purely academic character 


join new significance as auxiliary means of ex 


pression. We 


r in order to speok a language: only 
3hts. Man 
sen the spe 


uction in order to make 


lts vocabulary con 


dor and their 


reative idea is to be made 


n who wants to make audib' 


rendering not only 
a musical instrument but also a knowledge ol 


de 


theory. Without this know! 


never emerge from chao: 
A corresponding knowledge of theory—which 
re vigorous era—must 

as a basis for practice in the visua 
arts. The ocademies, whose task it might have 
been to cultivate and develop such a theory 
mpletely failed to do so, having lost contact 

with reality. Theory ¡is not a recipe for the manu 
facturing ol work f art, but the most essential 
element of llective nstruction; it provide 
the < r n which many individua 

are reate together a superior unit 
work not the achievement of individ 
susy formulating a new 
'oordination of the means of construction and 
Without this, its ultimate aim would 
be im ble. For collaboration in a group is 
not to be obtained solely by correlating the abil 
ties and talents of various individuals, Only ar 
apparent unity can be achieved if many hel; 
rs c t the designs of a single person. | 
fact, the individual's labor within the group 
y exist as his own in sh 


ment unity can be achieved only by co 
herent restatement of the formal theme, by ref 
fition of ir ral proportions in all parts of 

ork. Thus everyone engaged in the work 
must understand the meaning and origin of the 


ain meaning only as they 


ves. Used separately 


her they are the mean 


and this proce nsummMAl the fight 
the spirit against the material world. The 
reates for itselí a ne te oth A th 
nature 
Each of these departments in the course 
m Í 1] lose 1] 


Instruction in architecture 


nly thejourneyman who h 


tudy of form is ready to collaborate in E 
ng 
The last and most irr 
> as on actual k 
y y 


thor: craf 


fatic mechanice physcsl miel to 

h , plombing cal try— it 

nsidered desir r promising architecture 
eto their tion wit r 


ther than those at the 


ty. The new approach to architecture 


6 most important condifion for lr 
P erstond: f the new 
r f the build as if n a dead 
y erficial mass=n La living or - 
E n this decade Atecfun HIDUCh 
engulled in aca esthe a slave 1 


rch e we disown. We wc 
se | clearly recognizoble in 


30 


With the increasing firmness and density 


modern materials— 


with the new bol 


derousness of the 


way to a new lightnes: 


esthetic of the Horizonta 


op which endeavors to a 


gravity. At the same time the symmetrical 


lationship of parts of the building and their ori 


entation toward a central axis is being replaced 


librium which 


by a new conception of e 


s this 


muti lead symmetry of similar parts into 


an asymmetr but rhythrr 


balan 


spirit of th 


tecture wan! 


a 


nertia, to balance contrast 


S 


nce architecture is a c: 


fare depends on the wh 


stance, the m 


cant when it springs from the 


nation. This will doe 
even the construction of absolutely r 
housing a standstill thanks to 

economies of our time. Nowhere are the funda 
mental problems of building studied as such 


Standardization of units 


For this reason the Bauhaus 
task ol creating a center for 
where ¡t will try to assemble the achievement: 
l economic, technical and formal research and 
to apply them to problems of domestic archi 


tecture in an effort to combine the greates 


sible standardization with the grea 


variation of form. Therefore the b 
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ous cooperation ol all concerned, in busi 
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Id, in the 


end, prove more economi 
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The Bauhaus has taken the fir s toward 


¡ch collaboration with the building of on ex 


| house at ¡ts 1923 exhibition, which 


was an actual demonstrat 


1 of new conception: 


of housing as well as of new technical methods 
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and means of transportation. 
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tutes the tage of the course in bullding. A 
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and absorbed all that the Bauhaus can teach 
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The goal of the Bauhaus curriculum 

Thus the culminating point of the Bauhau 


ng is a demand lor a new and powerful 


the processes ol cre 
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tudent must regain a feeling 


ven strands of practical and for 
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word, must replace the paper 
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creative workers, from 


he simple 


reme artist 


the basis of collective e 
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ficiently broad to permit the de: 


wery kind of talent. Since a uni. 


y applicable method for the discovery of 
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utilize their comprehensive training 
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TYPOGRAPHY AS A MEANS OF 
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Edwin Fischer, 
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OPPOSITION TO THE BAUHAUS 
en Mo part ef aleros 


The Non-Political Character of the Bauhaus 


mm Abe fuel ef efperinds 
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tho Bauhaus to the Director 
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PRESS COMMENTS 1923-1932 


2] Stavba, 
1924, Karel Teigo | 


Zeit. 


rendt* in tho Deutsche Allgem 
1923 ' 


93 f 


Sie * 


Das Werk, Zurich, Soptembor, 1923 


Theo van Doesburg, 1924. ' 


E 1923 Dr. Harkort 


r Stein Holz Eisen k 
(Stone Wood Iron] Die Kachel- 6 
1926, Tépterkunst (The arts of tile and pottery) 
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A FEW HEADLINES 


The Collapse of Weimar Art 
atlicho Bauhaus in Weimar 


Disintegration of the 
Swindlo-Propaganda 
Storm over Weimar 
Staatliche Rubbish 
Bauhaus Scanda 
Save the Bauhaus! 
The Menace of Weimar 

The Art War in Weimar 

Tho Assault on the Bauhaus 
Culture Demolition in Weimar 
The Cultural Fight in Thuringia 
Protest of the Weimar Artists 


Deutsche 


F. H. Ehmke 


haus Weimar 


Bruno Tout, 


Werkbund, 


1923 


Stoofliches Bow 


95 


The Conception of the Bau: 


has 


| Kole Kokk 8 Uhr Abendblatt, Berlin 
1 1924 k 
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Attacks on 1ho Bauhaus 
| ] H. Pllug. 
Die Tar" in 1932 


A P Paul Fierens 
ñ tho Journal des Debots, June 10, 1930: 1] mi 


1924, Dr. August Emge 


THE BAUHAUS QUITS WEIMAR 
From a letter to the Government of Thuringia 


From a letter to the Government of Thuringia 
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a prom slard caí DESSAU, APRIL, 1925 


ADVANTAGES OF THE SMALL TOWN 


miliar with + 


DESSAL. » 


ESSAU BAUHAUS 1925-1928 


FACULTY AND STUDENTS 


NEW BUILDINGS 


THE NEW CURRICULUM 


f the Bauhaus were again clarified: 


The principles o 
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THE BAUHAUS BUILDING 
designed by WALTER GROPIUS 


The Bauhaus building w 


Dessau in the autumn « 


pletely finished in time for the 


tion in December, 1926. 


The whole buildin 
28,300 square feet 
ly 1,150,000 e: 
to 902,500 marks, a 


ly twenty cents per 


. The total 
ut $230,000.00, or rough 
bic foot. The 


nishing the building amounted to 126,200 


The building consists of (see plate 


E. The wing which contains the Technical School 
(later Professional School), its classrooms and 
administrative quarters, instructors' rooms, 
library, physics hall, room for models. These 


are housed in a three story block [with base 
ment). The two upper floors are connected 
with a bridge across the arried on 
piers. On the lower floor of this bridge are 
the administrative offices of the Bauhaus 
and, on the upper floor, the architectural de 


partment. The bridge (D.] leads to 
C. The laboratory workshops and the class- 
rooms. In the basement, half below and half 


dye-works, the sculpture room and the pack 


ing and storerooms, the servants' quorters 


and the furnaces 
On the ground (first) floor are the 


hop and the exhibition room 
bule leading to the auditorium with a raised 


On the second floor 


rooms for preliminary 


a large lecture rc 


buildings 1 and 2 jo 
third floor, the 


' shop, metal worksh 


j On the 


which can be conn 
hibition ha!l. This leads 


The auditorium (B.) on the gr 
ry in height, is connecte 

A. Studio wing, which contains scholorship stu- 
dents' quarters. The stage 


ditorium and 


and t 


can be remo 


Material and construction of the project 


Reinforced concrete skeleton with "mushroor 


olumns, brick masonry, hollow tile floors. Stee 


and a cement top 
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CONCERNING FUNDAMENTAL DESIGN 
by JOSEF ALBERS 


Learning through experiment 
Economy of form depends on function 


material. The study of the material must 
rally, precede the investigation of functior 
Therefore our studies of form begin with stud 


Industrial method: 


ng raw materia 
represent the results of « techn Jical de 
vel € n, therefore, h 
+ ng of establish 
pre 
s given alone, it hinders cre 


cal aims, 


To experime 


to produc 


the material 
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t-hand, manual knowl: 


estrict the use of tools. 


bilities in the 
s their limita: 
The most fa. 


summarized 


e time being r example: paper, 
in hand erally used 
ly fla tilized. For this 
reason w r or even 
as a bi force it by com 
F ed de empha 
ze the pasted: instead 

posting it we try to tie it, to pin it, to sew it, 
to rivet it. In other ah n itin a mul 
titude of diflerent he same time we 
learn by experienc of flexibility 
and rigidity, and its potentialities in ten and 
compression. alter having tried all 
ther method: 3 we may, of course 

Ouro neto muehih differently as 
to work without copyine peating others 
We try to experiment, 1 rselves in "cor 
Constructions 

To increase endence of the tradi 
tional use of certain given 
probler 1 technique and form by making 
riginal constructions out of a great variety of 


ed paper and wire 
retting, for r with match-boxes, pho- 
nograph .ned r blade con 
, t demonstrate the s and 
possibilities of the rials used by fulfilling 
th hnical requirements set forth in the word: 


ese experiment: 


e plication or treat 
ent when we evolve 
method: ch are already in use, we have ar 


ved at them indepe 


y. through direct ex 


perience and t! 


1ey are our own because they 


»ered rather than taught 


at th 


learning through experi 


ntails detours and in 


directi 


wa 


teaching 


thriftine 


possible 
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of material. lt 


ment: 
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Leorning in 


3 material 


thinking. lt en 
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THE CONCEPT OF SPACE 
by MOHOLY-NAGY 


SCOPE OF THE BAUHAUS TRAINING 


128 


object, | 


FURNITURE WORKSHOP 


tion: it 
vironment 
meaning 
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A Bauhaus Movie lasting five years. 
Author: Life demanding ¡ts rights 


Operator: Marcel Breuer who recognizes these rights 


Better and better every year; in the end we will sit on 
resilient air columns. 9: 
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WEAVING WORKSHOP 


THE WEAVING WORKSHOP 
by ANNI ALBERS 


Any reconstructive work in a world as chaotic 


as post-war Europe had, naturally, to be experi: 


mental in a very comprehensive 
had ex 
its foundations 

At the Bauhaus, those starting to work in 


ed had proved to be wrc 


weaving or in any other craft were fortun 


have had no traditional trainin: 
task to discard 


nven however 1 


Many students had felt the sterility of the art 
academies ond their too great detachm 


from life, They believed that only 
could help them back to 
them in touch with the 


They began amateuris 


gradually someth 
which looked like a ne 
Technique was acquired as 


foundation for future 


ctical con 


ened by any pr 


with materials produce y results, + 
tiles striking in their novelty, their fullness of color 
and + and te 
baric beauty 
This freedom of approach seems worth re 
ng for every novice. Courage 


tant factor in any creation; it con be m 


when know > does not impede it at toi 


asta 
T 


Fideas from wi 


> weaving 


compositions were later derived. Little by 


the attention 


and museums bi 


lt was a curious revolution when the s! 


of weaving became concerned with a f 


purpose. Previously they had been 


terested in the problems 


and in discovering vor 


that they had taken no time 


siderations. Now, how 


from free play with 


tion. As a result, more systematic training in the 
mechanics of weaving was introduced, as well 
os a course in the dyeinc s. The whole 
range of possibilities had been freely explored 
concentration on a definite purpose now had a 
disciplinary effect. 

The physical qualities of materials became a 
subject of interest. Light-reflecting and sound- 
absorbing materials were developed. The de: 
sire to reach a larger group of consumers 
brought about a transition from handwork to 
machine-work: work by hand was for the lab. 
oratory only; work by machine was for mass 
production. 

The interest of industry was aroused. 

The changing moods of the time affected the 
Bauhaus workers and they responded according 
to their ability, hel| create new art forms 
and new techniques. The work as a whole wos 
the result of the joint efforts of a group, each in 
dividual bringing to it his interpretation of a 
mutually accepted ideo. Many of the st 
more instinctive than conscious and only in re 


trospect does their meaning become evident 
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photography 


applied photography, 
by moholy-nagy 
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kandinsky's course 


analytical drawing 


first stage: 


the second stage 


second stage: 
recogn 
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third stage: 
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paul klee speaks: 


we construct and 
still has its 


construct and yet intuitio 


5. without it we con do a lot, 


not everything. one may work a long time, do 
different things, many things, important things, 
but 
when intuition is joined to exact research 


verything. 


speeds the progress of exact research. exact 


tude, winged by intuition, is temporaril 


supe- 


rior. but exact research being exact research, 


it can get along, if tempo is disregarded, with- 


out intuition. ¡it can get along as a matter of 


principle without intui it.can remain lo 


cal, ¡t can construct 


self. it can boldly bridge 
the distance from one thing to another, it can 


preserve an ordered attitude in chaos. 


has been given sufficient room for exact 


on, and for 


e the gates lead: 


ng to it have been open, whot had 


sady 


been done for music by the end of the eighteenth 


century has at last been t 


egun for the pictorial 
arts. mathematics and physics furnished the 


means in the form of rules to be followed and 


be broken. in the beginning it ¡s wholesome 
ob 


egard the finis! 


concerned with the functions and to d 


ed form. studies in algebra, 


'ometry, in mechanics characterize teach- 
ing directed toward the essential and the func 
tional, in contrast to the apparent. one learns 


to lol 


k behind the lagade, to grasp the root 


recognize the under- 
dents of the visible. one 

to uncover, to find the 
(from bibl. 14) 


currents 


learns to dig d 


cause, to analyze. 
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discussion in the bauhous: 


influence of the student body 


paul kloo: letter to the faculty council 


from a monuscript , 


hous: zeitschrift fir gestaltung hed, ed 
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otti berger: wal 


Jents aro also teachers at the laboratory school of in 
dustrial design in new york and at the southern california 
school of design. 


the new bauhaus, chicago 
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laboratory school of industrial design, new york 
(formuerty desego laboral »y) 
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1919 


1921 


1921 


Programm des Stoatlichen Bauhauses in Weimar. 


Zwólf Holzschnitte von Lyonel Feininger 
% j 
| 


Neue europáische Graphik 
gegeben vom Staatlichen Bauhaus in Weimar im Jahre 
1921; zu beziohon durch Miller Co. Verlag, Potsdam 
Í j ' 

he 


Hergestellt und heraus- 


Ersto Mappo: Meister d. Staatlichen Bauhauses in We 
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Italienische u. Russische Kinstler. 


Fúnfte Mappo: Deutsche Kúnstler 


Satzungen, Staatliches Bauhaus in Weimar 
El 


l, Lehrordnung 

11. Verwaltungs Ordnung. 4 
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Anhang 2: Lehrgebiete der Werkstátten; Prifungs 
Ordnung.4 pr 

Anhang 3: Verlag, Búhne 

Anhang 4: Kiicho, Siedlung 
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eel 4 4 4 
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1922 Ausstellung von Arbeiten der Gesollon und Lehrlinge im 
Stoatlichen Bauhaus, Weimar, April/Mai 1922. 


1923 Dos Wielandslied der alten Edda, in der Uborsotzung 
von K. Simrock. Holzschnitte von Gerhard Marcks. Miin- 
chen-Woimar, Bouhous-Verlag, 1923. 


1923 Staatliches Bauhaus, Weimar 
chen, Bouhaus-Verlag. 


1919-1923. Wolmar-Mún- 
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1923 Walter Gropius 
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Marcks, Gerhard 188 

Morx, Gerda 128 

Menzel, W. 

Meyer, Adolf 17, 74, 75, 76 

Meyer, Hannes 114 5 

Mizutami, T. 132 

Mágelin, E. 38 

Moholy-Nagy, Lósiló 80, 81, 148, 149, 151, 154, 155, 157 
199, 208 , 


Molnár, Farkas 64, 76 


Neumann, Klaus 124 
Niemeyer, Erno 
Nóssolt, H. 46 


Ono, B, 58 


Page, Don 2 
Pap, J. 54 
Paris, R 
Proliminary Courses, students' work; Itton's course, 32-3 
8: Moholy-Nagy's, 90, 91, 124-126, 218: Albers' 
23,21 
Prayrembel, H. 141 


Rasch, M. 4 
Roichlo, Paul 9 
Rithwoger, O. 5 
Róhl, Peter 18, 86 
Roth, Alfred 216 


Schawinsky, Alexander 64, 66, 88, 152, 158, 159, 164 
166, 16 

Schlemmer, Oskar 31, 62, 63, 64, 65, 66, 68, 69, 70, 82 

48, 165, 167, 168, 169 88, 192, 198 

Schmidt, Kurt 62 

Schwerdteger, K. 38, 67, 186, 187, 189 

Sharon-Stólxl, Guntha 58, 59, 60, 145 

Slutaky, Naum 56, 212 

Sklaire, Victor 219 

Sórenson-Popitz, Irmgard 9! 

Stólal, see Sharon-Stálal 


Toltscher, Georg 62, 21 
Toliner, P. 122 
Túmpel, W, 57, 136 


van de Velde, Henry 
Vici, Marco 2 
Victoria, Charlotte 90 
Volger, Hans 213 
Volger, Lis 147 


Wagenteld, W. 
Wassiljeff, N. 
Wassyng, Seymour 2 
Weininger, Andreas 168 
Wibwer, Hans 113 


Yamawaki, lwao 214 
Yorke, F.R.S. 216 


Zimmermann, Werner 124 


ADDITIONS AND CORRECTIONS 


POS ss accordance Ín ac 
*Po17 Walter Gropius 
Walter Gropivs and Adolf Meyer. 
E develope 
develop 
P 36 Franke Francke 
*P 40 
Po85 nprejudisted a 
Pp o9 
Po% 
In 1930 
Nagy Lósiló Moholy-Nagy 
Bibl. XXX) 
(Bibl, XXX) 
(Bibl. no, 9) 
*P 100 
who had previously been trained in 
both craft and theory at the Bauhaus and was 
thus prepared to teach both 
*P 102 order to under 
stand the 
*P 103 administra 
tion offices department 
*P 109 


nterior designed by L. Moholy-Nagy. 
Po113 Hans Witwe 
Hans Witwer 


Hons Volge 


Pp 122 George Gros: Georg T 
127 
ou More 
Brever: Nest of four tobles. Four diferent e: 
1926 
Breuer: Hi 
en. View of kite 
P 156 
florence henr 
P 204 
P 210 
P 220 
Pp 224 Henry, Florence Henri, Florence. 
109, 
113, 


Wittwer, Hans. 


1d 


(continued from front Hap) 


it bridged the gap between 
tist and the industrial system 
t broke down the hierarchy 
divided the 


from 

" arts. 

differentiated between 
what con be taught (technique) and 
what cannot (creative invention) 

7 Because its building at Dessau was 
architecturally the most important 
tructure of the 1920' 


cause after much trial and error 
it developed a new and modern kind 


9 And, finally, because its influence 


has spread throughout the world 


and is especially strong today in 


England and the United States. 


PUBLICATIONS OF THE MUSEUM OF MODERN ART 
On Helated Subject 


THE NEW ARCHITECTURE 
AND THE BAUHAUS 


By Walter Gropius, with an introduction by 
Joseph Hudnut, Dean of the School of Architecture, 
Harvard University 
Professor Gropivs, founder of the Bauhaus and a 
pioneer of the new architecture, presents a plea for 
the reconsideration of all building problems in 
terms of current moterials and current + 
90 pages; 16 plates; $1.75 
heartily we me in YU] 
Philbsophy ol 
Architect and Eng 


"A little volume that will E 
very clearly and succinetly th 
and his ic o 


A NEW HOUSE BY FRANK LLOYD WRIGHT 
Wright's most recently completed 
end house spectacularly contilevered over a wild 
mountain torrent, illustrates his us for harmo. 
nizing a building with its natural setting. With a 
note by Frank Lloyd Wright, 

18 pages; 19 ilustrations; bound in stiff paper $.50 


work, a week- 


MODERN ARCHITECTURE IN ENGLAND 
With essays by Henry-Russell Hitchcock, Jr., 

and Catherine K. Bauer 

exciting developments in mod. 
lay ore taking place in E 

that is as sound esthetically as it is 

104 pages; 53 plates; $1.85 


Some of the most 
ern architecture 
—work 
ing technically. 
“This is the most seri 


mado." 


Tho book, which shows c 
ening in this count 
e of the most ro 
which have afle 

makes on extreme! 


al de 


MACHINE ART 

Edited by Philip Johnson with a foreword by 
Alfred H. Barr, Jr. 

Illustrating machine part 

t, kitchenware as 
instruments and labo: 
with their prices, and 
signer, manufacturer ond distrib, 
for those who wish t: 

as well as a guide 


and office 


together 


ALVAR AALTO— 

ARCHITECTURE AND FURNITURE 

With essays by Simon Breines and 

A. Lawrence Kocher 

The first Am rvey of the work of Alvar 
hi os one of the most origi- 
s of the present decade 


irch furniture can now be bought in 
this country, and may soon be manufactured here. 
52 pages; 35 halftones and plans; bound in boards $1.00 


POSTERS BY CASSANDRE 
Foreword by Ernestine M. Fantl 

A monograph on the disting 
mercial ortist whose style and techn 
widely imitoted 


French com: 
1e have been 
16 pages; 9 plates; paper bound $.25 


POSTERS BY E. McKNIGHT KAUFFER 
Foreword by Aldous Huxley 

n an astute and illuminating foreword Aldous Hux: 
dentifies those qualities which have made E 
Knight Kaulfer one of the leading poster de 
Kauffer himself contribu a 
rophical sketch c 
28 pages; 12 platos; paper bound $.50 


notes on his 


PHOTOGRAPHY, 
A SHORT CRITICAL HISTORY 
By Beaumont Newhall 
ory available in English 
he rise of photography as a sci 
ence and an ort, Special attention ¡s given to the 
ographic technique and 
uded are discussions ol 
c photography ond the 
225 pages; 95 platos 


New York 


the most officie 


Y which 


ment, London 


GERMAN PAINTING AND SCULPTURE 
By Alfred H. Barr, Jr. 
The deve 


temporary German art: 
Included n 


German aint- 


r own sountry 


91 pages; 49 plates; paper bound $1.50 


